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NOTATION 


Some views on the Akademi Report 





Elaboration Antsher Lobo 


The sruti system of the Syllabo-Phonetic Notation is based on the 
extremely simple principle of the perfect harmonic pancham and the 
harmonic tambura gandhar, the pancham series being known as quintal 
and the gandhar series as tertian. : 


In this system the sudh madhyam MO may be indicated simply as _ 
M, and the unalterable shadj and pancham as S and P respectively. 


Briefly, the whole system of the Syllabo-Phonetic Notation may 
be condensed in the following four phases : : 


(a) The ascending teevratar quintal series of fifths beginning with 
P are: P, Ri, Di, Gi, (Ni), (Mi). The numerators of their 
interval-ratios are increasing powers of number, 3, namely : 3, 
9, 27, 81, etc. based as they are on the third partial of the 
harmonic series. These sharper-positive quintal intervals are 
all Pythagorean and in a coloured chart may be marked red 
(active). 


(b) The descending atikomal negative quintal series of fifths begin- 
ning with M, are : M, No, Go, (Do), (Ro). The denominators of 
their interval-ratios are increasing powers of number 3, 
namely : 3, 9, 27, 81, etc. based as they are on the inverted 
third partial of the harmonic series. These flatter-negative 
quintal intervals also are all Pythagorean and in a coloured 
chart may be marked green (passive). 


Similarly, the teevra-positive tertian series of fifths, based on 


(c 
tambura gandhar above shadj, are: Re, De, Ge, Ne, Me. The 


— 
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numerators of their interval-ratios are multiples of number 5, 
based as they are on the fifth partial of the harmonic series, 
These sharp-positive tertian intervals are all Aristoxenian and 
in a coloured chart may be marked pleasing pink (active), 


(d) And the komal-negative tertian series of fifths, based on komal 
dhaivat (which is the corresponding gandhar below shadj), are : 
Ra, Da, Ga, Na, Ma. The denominators of their interval- 
ratios are multiples of number 5, based as they are on the 
inverted fifth partial of the harmonic series. These komal- 
negative tertian intervals are again all Aristoxenian and in a 
coloured chart may be marked sad blue (passive). 


The vowel-sounds Oh, Ah, Eh, Ee, in the given order, are selected 
because, under certain constant conditions, the wave-graph for the 
atikomal vowel-sound Oh, obtained on phonodeik, is softest and gradually 
increases in roughness till it is roughest for the teevratar vowel-sound Ee. 


In the Syllabo-Phonetic system the atikomal-komal variants and the 
teevra-teevratar variants of gandhar for instance, ending in vowel-sounds 
O — A and E —I, are two pairs of twin notes, making from shadj the 
in-between intervals of 90, 22, 70, 22 cents. 


When Bharata in his Natya Sastra instructs on the gradual dimi- 
nution in tone of one veena against another veena, originally tuned alike, 
his sruti stages appear to be 22, 90, 70, 22. Also, the 22 srutisof 
Shrangadeva in Sangit Ratnakar have the order of 90, 22, 70, 22, only 
in one case, namely from Ge to Me, because the transposition of modes 
murcanas were made from different points in those days, resulting in 
such obsolete srutis as chyut S, chyut P and chyut M. The exact size 
of their intervals can be indirectly deduced from the given descriptions 


of samyads. 


But, now that the modes are theoretically reckoned from a fixed 
starting point shadj, the recurring order of srutis 90, 22, 70, 22, has 
become uniform. 


The teevratar and atikomal srutis of 90 cents immediately before 
and after Sand P, namely the Pythagorean limmas represented by Ni 
or Mi and Ro or Do are useful only for transpositions, though they ar 
included in the Syllabo-Phonetic system for the sake of simple uniformity. 
In practice, however, these Pythagorean limmas of 90 cents are substi- 
tuted by teevratar and atikomal tertian limmas of 92 cents and notated 
as ‘Ni or ‘Mi and Ro’ or Do’ respectively. The chromatic Ro’ is used in 
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Marwa thath. The Pythagorean limmas before and after S and P are 
also substituted sometimes by sharpest teevratam and flattest ati-atikomal 
(small semitone) tertian intervals of 70 cents, and notated as Ni” or 
Mi” and “Ro or “Do. These gandhar-of-gandhar chromatic semitones 
are based on number 25 and hence have multiples thereof in their 
interval-ratios. These chromatic intervals of 70 cents are usually 
used, not for sustained notes but in quickly ascending and descending 
melodic passages and in brisk ornamental gamaks, as the semi-tones 
tend to gravitate towards the main notes. When used after Ri and Di, 
they are named Ru (D-sharp) and Du (A-sharp) as in Western music 
notation. 


Finally, the limmas are occasionally substituted by septimal inter- 
vals of 85 cents, based on number 7 and having multiples of 7 in their 
interval-ratios. The septimal semitones after S and P are notated as 
"Ro and ’Do. The note ’Ro is used in septimal Todi. These septimal 
intervals are also used to substitute other semi-tone-intervals in a given 
mode. 


The main purpose of the Akademi Notation is to make it simple 
and practical in its fundamentals, The various chromatic semi-tones 
used before and afterS and P, instead of the Pythagorean limmas of 
90 cents marked in dotted lines, are shown in the two illustrations given 
below. 


92 Ue ses a al 
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; P. L. Roy 
Comments 


The Notation system proposed by the Sangeet Natak Akademi 
for All India use is by no means an improvement on the Bhatkhande 
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System of Notations, which is the only system that is in actual use all 
over North India for Hindustani Music.} 


The most important points to be noticed are : 


1. 


P. 98. There are no such notes as accidental notes in 
Hindustani Music. Almost all important and_ established 
North Indian ragas like alhaiya bilawal, shukla bilawal, yaman 
kalyan, kedar, hamir, chhayanat, jaijawanti, gara, kamode, 
mia mallar, gaud mallar even khamaj, kafi, etc. use more 
than seven notes of any given scale or mode. Shuddha ni 
in kafiand khamaj are not accidental notes but essential 
notes. Komal ga and shuddha ni in jaijaiwanti are essential 
notes though the khamaja mela has not got these. Kedar 
kamode etc. use two madhyam and nishad, which are the 
essential and accidental notes. 


A significant difference between the Northern and Southern 
system of Music is that the same note in the Southern 
system connot have two different names. If the Northern 
system has a raga ina mela like Sa Re Re Ma Pa Dha Dha 
Sa it will be sung as such. In the Southern system the 
second Re is called Ga and the second Dha as Ni, with this 
fundamental difference in naming of the notes a common 
Notation is not possible for Hindustani and Karnatak Music. 


It should be remembered that notes are sung both in North 
and South and it would not be advisable or possible to 
change our habits of singing svaras, calling notes Re, Ro, Ra 
etc. 


p. 99. The rhythmic notation could be common to all and 
in this sphere the Bhatkhande system is far superior to the 
notation proposed. Additional lines below the notes are not 


needed at all SR = 34+} SRG = 34444 GM—P = 
act ee, Ne 


$+34+4+4 four notes (with one silent gives } matra each 
according to Bhatkhande System. I do not see any point in 
changing existing curved lines into straight lines, below the 
notes. The number of notes in a matra decide the fraction and 
this is the beauty and simplicity of the Bhatkhande system. 
Double or more lines are not needed. As soon as the singer 
sings the notes their number at once decides the Jaya or 


The Paluskar system is also widely used—B.C.D. 
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fraction of the matra. A note by itself indicates one matra, 

when another is added each has } matra and so on 

|] SRGMPDNS | will give 1/8 matra to each note. A double line 

is necessary only when a part of the matra has different 

laya ig. example SR GMP = 344 =44+4+1/641/641/6 
["_ Ne 


=1. This means that the matra is first split into half matras 
and then in the first half two notes and in the second three 
notes are sung. Those who sing or play can at once feel 
the divisions. All institutions even of the Vishnu Digambar 
school are quite used to this. 


Notation needs to be habitually interpreted. Ordinarily it 
takes about three years for a music student to interpret 
notation as intended in a composition. 


The shudha svaras of Karnatak Music are not accommodated 
in this notation p. 102. Even so four varieties of a note 
been named as Ro Ra, Re, Ri which does not apply to 
Hindustani Music. The Hindustani system does not recognise 
any more than twelve svaras or notes in the saptaka. Small 
variations depends on personal choice of musicians. In ragas 
like deshi todi and lalit various pitches for dhaivata are in 
use. And the most important pcint is that in the same 
raga the same note uses different pitches or srutis in different 
idioms. For instance in raga bhimpalasi, ma pani sa uses 
a high nishad but in Ma Pa Ni Dha Pa a low nishad is used. 
This is the universally accepted artistic technique. There 
can be no question of fixing the exact pitch of note fora 
raga. The very conception of shuddha and vikrita svaras is 
based on the artistic convention that a note hasa range of 
displacement. Inthe Northern system the displacement is 
about a semi-tone but may be just more. 


This displacement is deeply related to the entire system of 
ragas which was discussed by me in detail in 1952 Madras 
Academy Silver Jubilee Conference: ‘‘On the Transfor- 
mation of Sthaya by Alteration of Sruti”. Srutis do not 
exist in relation to the octave but in relation to angas sthayas 
or idioms. The proposed Notation system is thinking of 
notes only and not of idioms in which they occur. The 
idioms are based on intervals between notes and not on 
In fact both in Hindustani and Karnatak 


isolated notes. 
There is the line. 


Music no isolated note is ever in use. 
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the oscillation or other gamakas. In the paper mentioned 
above, printed in the 1953 issue, I had shown that with 
regard to musical sthayas or phrases or idioms a note can 
be displaced by a semitone and not more. And on this 
displacement the raga-Bhedahs developed. For instance Dha 
Ni Pa and Dha Ni Pa are phrases or angas of kanadas. Dha 
Ni Pais a mere nata phrase, and when Dha is displaced to 
Dha, we have Dha Ni Pa as a powerful kanada idiom. 


I conclude therefore that the Notation suggested may satisfy only 
persons who have very scanty knowledge of music. It will never be 
accepted by recognised experts in the field, either as musicians or scholars, 
or teachers in academies. 


C. S. Pant 


1, The Ro, Ra, Re, Ri symbols etc. though attempting scientific 
accuracy of pitch make the system extremely complicated and cumber- 
some for practical purposes. Though there is more or less a large 
measure of agreement on the values of the shudha notes, it is no use 
giving exact cent values to all the srutis, which are more or less dynamic 
rather than static and should be and are always left to intuition among 
teachers and disciples. A twelve note system is therefore the best as 
proved all over the world. A notation. system bothering about twenty- 
two or more or less srutis is bound to meet with the same fate as the 
sruti harmonium and the sruti system of E. Clements as set forth in his 
Introduction to the Study of Indian Music, London, 1963. When there 
are greater or lesser divergences of opinion as to the values of srutis 
among different theoreticians, which I cannot discuss here for want of 
space, it is absurd to devise a notation system based on them. All such 
attempts get confined only to academic treatises; they have never 
caught and never will catch the imagination of practical musicians. 


2. The horizontal line or lines below the notes accompanied by the 
curved line above the notes is an unnecessary complication of the signs 
for 4,4,} and the other fractional matras achieved in a much simpler way 
by a single curved line below by Bhatkhande. The use of the curve 
over notes both for fractional matras and for meend is a matter of blatant 
discredit. 


3. Iam inclined to believe that Bhatkhande’s system of notation 
is the best for all practical purposes, and has already taken roots as 
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evidenced by the vastness of publications in the form of books and 
journals etc. These cannot be put aside. There is no use beating about 


the bush with respect to a thing already achieved, 


P, Sambamoorthy 


In the discussions that took place at the meetings of the notations 
sub-committee, two views were expressed regarding the method of in- 
dicating the four varieties of the notes ri, ga, ma, da, ni. 


1. The four varieties to be represented by resorting to the vowel 
changes in the order of their occurrence in the scheme of alphabets. Thus 
with the introduction of the vowels A, I, U, E the four varieties of the 
notes will appear as ga, gi, gu, ge; ma, mi, mu, me and soon. This 
system is found in the Kudumiyamalai music inscription in Pudukottai, 
South India, This inscription belongs to the 7th century A.D. 


2. The second view is the Syllabo-Phonetic system already explain- 
ed in the Akademi pamphlet. 


I wish to suggest that a third, easy and self-explanatory system 
viz numerals 1, 2, 3, 4 sufficed to the concerned solfa syllabo may 
be adopted. Thus gal, ga2, ga3, ga4 will denote four varieties of 
gandhara in the increasing order of pitch. The frequencies of those four 
varieties will respectively be 32/27, 6/5 and 81/64. The frequencies of 
the 22 notes used in Indian music are derived on the basis of the cycles 
of fifths and fourths. There are some ragas wherein we come across 
notes which are flatter or sharper than one or other of these 22 notes, 
These micro-tonal distinctions can be represented by putting (plus or 
minus) sign against the concerned notes. Thus ti,- will indicate the 
note of frequency 25/24 which is slightly less than 256/243. 

The other signs in the notation agreed upon may be retained. At 
the top of a composition, the morga in which it is set that is chitratara 
or chitratama or ati-Chitratama may be indicated. This will give a clue 
to the value of the unit note. In the interest of ecomomy of space, 
the comma and semicolon for log ti duration of a note by one 
matra and two matras respectively, may Be resorted to, 


LALIT KALA art books make 


ideal presents 


The Lalit Kala Monographs on Indian miniature 
painting have been acclaimed the world over for 
the excellence of their colour reproduction, and 
appropriate scholarly texts. We have now a most 
comprehensive work on South Indian Bronzes and a 
portfolio of paintings of the Bhagavata Purana. 
And for the scholar there is the LALIT KALA 
(bi-annual) which is in the 12th number. 


The Lalit Kala monographs on contemporary Indian 
artists are in a special class, in that they are the 
most beautifully produced books for the price, pro- 
fusely illustrated and with a brief critical note. 
The LALIT KALA CONTEMPORARY (bi-annual) 
is the only exclusive journal of its kind and follows 
the traditions of our other publications both in 
regard to illustrations and textual material. 


For full particulars and trade enquiries write to 
LALIT KALA AKADEMI! 


Rabindra Bhavan, New Delhi. 


